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Side One [21' 40”] 

VIOLIN CONCERTO NO.1 

(Op. Posthumous) 

I. Andante sostenuto 

II. Allegro giocoso 

Side Two [21’ 34”] 

CONCERTO FOR VIOLA AND 

ORCHESTRA (Op. Posthumous) 

(Ed. Serly) 
I. Moderato 

II. Adagio religioso 

III. Allegro vivace 

# 

BARTOK was a prolific writer for solo instruments and orches- 
tra. In addition to the six concertos — three for piano, two for the 
violin, and one for the viola — his catalogue includes the Scherzo 
and the Rhapsody for piano and orchestra, both of them large- 
scale compositions, and two Rhapsodies for violin and orchestra. 
On this record we have the first and last of his concertos. Both | 

are posthumous publications, but they come from widely sep- 
arated periods in his career. a 

The First Violin Concerto was composed during the last 
months of 1907 and the first of 1908, and was first heard just 
over fifty years later in Basle. The number of performances it 
has received during the last nine years or so suggests that its 
position in the repertory is secure. Strange indeed is the work’s 
history. After composing it Bart6k gave the manuscript to the 

~ young Hungarian violinist Stefi Geyer, with whom he was in 

love. Even at that time he had decided that the Concerto should 
not be played. One possible reason for this is that he regarded 
it as being incomplete, having originally intended to add a 
finale but finding himself unable to provide one that would be 
a satisfactory conclusion to the two movements that already 
existed. Strong support is given to this theory by the fact that 
the first movement is in D and the second in G. 

In point of fact half the Concerto has long been familiar, for 
Bartok took its first movement and made it the first of his Two 
Portraits —a strangely balanced work, since its long flowing 
opening movement is followed by a brief burlesque scored for a 
differently instrumented orchestra and without a solo violin. The 
Iwo Portraits are, however, connected by being based on the 
same material, the themes of the first becoming distorted in the 
second. Incidentally, the second “Portrait” is a transcription of 
the last of the Fourteen Bagatelles for piano. That the first 
movement of the Concerto differs very slightly in points of 
detail from the first “Portrait” suggests Barték made a second 
score after he had given the original manuscript to Stefi Geyer. 
This action is further evidence that he may have regarded the 
Concerto as both unfinished and unfinishable. 

Until the spring of 1958, when the work was heard for the 
first time — the score having come to light after Stefi Geyer’s 
death — it was fairly generally assumed that Barték was satisfied 
with the first movement only. The second, however, turned out 
to be perhaps the most striking and forward-looking large scale 
movement he had written up to this time. There are passages 
in it that anticipate even such mature masterpieces as the Sec- 
ond Violin Concerto and Music for Strings, Percussion and 
Celeste. In addition it proved to be a more fitting companion- 
piece to the first movement than the second “Portrait” — and 
also, since it is scored for the same forces, a more practical one. 

The Concerto opens with the soloist alone. He immediately 
states the all-important figure of four rising notes (D, F sharp, 
A, C sharp) from which the opening movement grows. Bartok 
associated this motive with Stefi Geyer. It appears also in the 
“Dedication” from his Ten Easy Piano Pieces as well as in the 
last Bagatelle and second “Portrait” Eventually the soloist is 
joined by the orchestral violins, one desk at a time until, with 
the first entry of the woodwind, they all join in. This movement 
is almost monothematic and, despite its often complex contra- 
puntal writing, its chromaticism is decidedly Wagnerian. In 
atmosphere it is somewhat akin to Tristan und Isolde. 

The second movement, which follows without a break, is cast 
in sonata form but contains rondo features. Its two main sub- 
jects are strongly contrasted, the giocoso first one providing the 
basis of those sections that look forward to the composer’s ma- 
turer years. The second subject is warmly lyrical; even if there 
were no evidence to substantiate it we would automatically tend 
to associate it with Stefi Geyer. The evidence comes just before 
the end, when the beginning of this subject is both counter- 
pointed with, and followed by, her motive. 

THE VIOLA CONCERTO was composed in 1945 during the last 
months of Barték's life, when he was also working on his Third 
Piano Concerto. Apart from the last seventeen bars he was able 
to complete the score of the piano work, but he left the one for 
viola in the form of sketches. His friend and pupil Tibor Serly 
undertook the painstaking task of deciphering these sketches 
and preparing a score from them. Shortly before he died Barték 
wrote to William Primrose, for whom the work was intended, 
saying that the Viola Concerto was ready in draft and that only 
the score had to be written out — a purely mechanical task which 
he could manage within five or six weeks. He also referred to 

‘ the orchestration, which would be rather transparent, more so 
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than in his Second Violin Concerto. In addition he expected to 
have to make some slight changes in the solo part since some 
passages might prove awkward or even unplayable. 

All this would suggest that Serly’s task was fairly straightfor- 
ward, but the trouble was that Barték had written his sketches 
on any sheet of manuscript paper that came to hand (some of 
them already containing sketches for other compositions), had 
not numbered the pages, had written improvements on top of. 
the originals without erasing, and had given only two indica- 
tions of instrumentation. A less determined man than Serly 
might well have given up trying to piece this jigsaw puzzle 
together — and it took months to decide which was the first 
bar. Some writers have tended to detract from his work, saying 
that it cannot be regarded as authentic Barték. This is true of 

. the orchestration, although it sounds unmistakably Bartdékian; 
but, as for the piecing together of the sketches, jigsaw puzzles 
have only one solution, and that was the one Serly eventually. 
arrived at. In tackling the orchestration Serly took his clue from 
Bartok’s statement that it would be transparent. 

No work of Barték's maturity is more straightforward than 
this Concerto. Its first and longest movement is in sonata form 
and uses two main and two subsidiary themes. The principal 
subject is one of those that continually undergoes expansions 
and modifications; it is first stated by the soloist with the most 
slender accompaniment. Following the two themes of lesser im- 
portance comes the second subject in slightly slower tempo and. 
also played by the soloist. It is characterized by its descending © 
scale movement. The development section is introduced by a 
trill from the viola and after it there is a cadenza before the ~ 
movement’s material is recapitulated in a varied form. 

A parlando passage in the form of an accompanied cadenza 
and a bassoon solo link the first movement to the second, which 
is similar in design to the slow movement of the Third Piano 
Concerto. Chorale-like melodies over sustained chords make up 
the outer sections, while the brief central episode is in Bart6k’s 
“night music” vein. Towards the end there is a marked relation-. 
ship with the opening movement’s first subject. Another ac-° 
companied cadenza, one of mounting excitement, provides a 
link to the short finale. With its perpetuwm mobile succession of. 
sixteenth notes, this is very much in the nature of a Hungarian. 
folk dance. Particularly earthy is its central section, where bare. 
fifths in the bass suggest the drones of bagpipes. 
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BARTOK: Violin Concerto No. 2 (1938); Six Duos for two violins 

(with Nell Gotkovsky). New Philharmonia Orchestra conducted by 
Antal Dorati. (S) 36360 

BEETHOVEN: Violin Concerto in D (Op. 61). New Philharmonia 

Orchestra conducted by Otto Klemperer. (S) 36369 

BLOCH: Violin Concerto. Philharmonia Orchestra conducted by Paul 
Kletzki. (S) 36192 

ELGAR: Violin Concerto. New Philharmonia Orchestra conducted by 
Sir Adrian Boult. (S) 36330 

MOZART: Violin Concertos (with Bath Festival Orchestra) 

Nos. 1 in B flat, K. 207, and 2 in D, K. 211 (S) 36231 

Nos. 3 in G, K. 216, and 5 in A, K. 219 (S) 35745 
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